community and national identity, and a recognition that the artefacts associated with its past are worth preserving. It also reflects the increasing utility of popular music history and heritage as an economic driver. Beyond the Australian context, this is seen most prominently in a city like Liverpool, UK, which has used its association with prominent musical figures to drive tourism and other cultural activities (see Cohen 2012 , Brocken 2015 , and also chapters 13 and 39 in this volume). In Australia similar activities can be observed in the regional town of Tamworth, the self-proclaimed Country Music Capital.
At the same time, the establishment of the Vault raises many questions about the processes by which decisions are made about what is included in an institution of this nature, and who gets to make those decisions. Definitions are an issue here; both 'popular music ' and 'heritage' are highly contested terms, with no consensus even among scholars working in these areas.
Defining popular music in different ways leads to the inclusion or exclusion of certain musical genres, eras, or geographic location (see Bruce Johnson, chapter 2 in this volume).
Heritage is increasingly recognised as having many different aspects, as the recognition by UNESCO of the value of intangible heritage has demonstrated. In relation to popular music, Les Roberts and Sara Cohen's (2014) highly influential work in this area has led to distinctions being drawn between heritage that is authorised (official), self-authorised (determined by authoritative voices in the industry or community) and unauthorised (on a more everyday level, or even anti-heritage), which allows for considerable subtlety in the analysis of the construction of the past of an art form that has always had an important bottom-up component. However, even Roberts and Cohen note about how much space the Vault will give to histories that stand outside, or run counter to, the 'standard' version that has been presented in books, television shows and media. To what extent, for instance, will Indigenous Australians, or women, or musicians from outside Australia's urban centres, be included in the Vault? These types of questions relate, of course, to all histories, and the answers are always highly political, reflecting who is given authority to speak more broadly in a society. As popular music is a cultural form that has been 3 important to people from all walks of life, and which has been recorded and archived as often by fans and musicians as by historians or museums, ensuring the incorporation of a variety of voices becomes doubly important. Much of the academic work on popular music history and heritage to date has engaged with the multitude of ways in which fans have acted as keepers of history (through exhibitions, DIY archives, websites, Facebook pages, artwork and so on), and museums have been working to try to incorporate fans' perspectives into exhibitions (see Leonard, chapter 27 in this volume) . By all indications the Vault will do likewise, but how this plays out when the institution opens will depend on many factors, not least continued political good will and funding.
The surge in community-and government-driven preservation activities that have emerged globally, as exemplified by the Vault project, has been matched by a similarly exponential growth in the sub-field of popular music studies and critical heritage studies. The idea that popular music and its associated cultural trends could be considered an important aspect of history or heritage has required a paradigmatic shift in the thinking in the museal, curatorial and archival fields, and a reconsideration of who creates, writes, and preserves histories, and the meaning of heritage to everyday people. This has lead to increasing hybridity in the ways popular music history and heritage is dealt with by scholars all over the world.
The presence of the topic is evidenced in written work featured in devoted journals (Popular Music History) and to special issues in journals such as International Journal of Heritage Studies (Brandellero et al. 2014) and Popular Music and Society (Bennett and Janssen 2016) .
The proliferation of monographs, small edited collections, symposia and conferences, and even educational courses, further corroborates the growing viability of the field in its own right (for example, see Inglis 2006 , Lipsitz 2007 , Reynolds 2011 , Baker 2015 , Cohen et al. 2015 , Pickering and Keightley 2015 , Roy 2015 , Bennett and Rogers 2016 . The purpose of the current volume is to bring together the broadening range of popular music heritage applications in a digestible format, one that scholars new and experienced in the field can dip into for the foundational and progressive ideas captured here in the early twenty-first century.
Despite the breadth of research covered in this volume, there are still areas in need of greater attention. One such area is the intersection between class and popular music history or heritage. Certainly, the basis of many forms of popular music and related subcultures can be found in class struggles (e.g. punk, skiffle) or even class elitism (e.g. the hedonistic nature of 4 1980s dance pop). The development of these genres over time obviously had impacts on the continued generation of new musics, but also new forms of heritage communities. Though the influence of class is evident in much research in music sociology and the adjacent domain of cultural studies, the area is yet to receive adequate scholarly attention.
Similarly, despite increasing attention given to the importance of archival practices for the preservation, mourning and celebration of queer histories (see Cvetkovich 2003 , Halberstam 2005 , Bly and Wooten 2012 , Kumbier 2014 , little scholarly literature has focused on queer heritage in relation to popular music specifically. Exceptions include Withers' (2014 Withers' ( , 2015 work on The Women's Liberation Music Archive; Eichhorn's (2013) work on feminist collections focused on zines and Riot Grrrl; Reitsamer's (2015) work on physical and online feminist music archives in Europe; and recent work by Cantillon, Baker and Buttigieg (2017) that speaks to the relevance of sexuality in popular music archives. Such literature is significant to broader heritage discourses in that it highlights the affective and (potentially) activist nature of archives, which can challenge the mainstream historical narratives and musical canons that have traditionally marginalised queer figures and pasts. While there is no chapter devoted to sexuality in this volume, Reitsamer's analysis of popular music and gender in Chapter 3 incorporates a discussion of lesbian and queer music-making practices.
The volume is divided into five sections. The first three apply distinct lenses to our relationship with the past, demonstrating that different theoretical perspectives are needed, and different understandings of the past will be developed, depending on whether we take an approach that is about history, thinking about how history is constructed, heritage or memory.
Section four explores the significance of specific institutions that have played important roles in retaining, exhibiting or redefining popular music's past. The final section presents a series of case studies that give an overview of the diversity of activity in this area, with an emphasis on incorporating voices from outside the Anglo-American sphere.
Section 1: history and historiography
History is often thought of as the record of the past. It is by its nature considered to be rigorous, and to at least some degree objective: a reporting of the things that happened and when they happened. Historiography, on the other hand, gives us some insight into the processes that create what constitutes history. In the case of popular music, the gap between its rise and it being taken seriously as a subject of academic inquiry meant that many key 5 historical narratives about popular music were established first through media representations. The chapters in this section investigate the history of popular music and its construction, with an eye to understanding whose voices have been included, whose have been left out or marginalised, and what ideologies underpin the attribution of value to certain artists, scenes and genres.
The section opens with Bruce Johnson questioning fundamental assumptions about the subject matter at hand. In particular he challenges the often taken-for-granted lines that are drawn around what we think of as 'popular' music, arguing that there is a case to be made for the history of popular music being much longer, and wider, than we often understand it.
There may be aspects of history -not only in terms of music -that we are denying ourselves access to by adhering to accepted definitions. The following two chapters pick up on this theme of challenging accepted histories by highlighting two areas where popular music histories have been lacking or contested. In Chapter 3, Rosa Reitsamer discusses how female musicians have been excluded and marginalised in popular music production and histories.
She explores how, despite this under-representation in mainstream practices and discourses, feminist and queer online archivists are actively working to document and preserve women's music-making as heritage, and to offer alternative narratives of popular music's history. Nabeel Zuberi then turns our attention in Chapter 4 to the racial politics of popular music production, consumption, scholarship and heritage. Zuberi critiques how race has been dealt with in popular music histories (particularly in a US context), and considers the importance of phonographic and digital media technologies in transforming how we understand racialised history and heritage.
Bringing the importance of music to the foreground in Chapter 5, Richard Elliott examines the recent history of popular music -particularly in relation to sound recording and storytelling -through a musicological approach. In doing so, he identifies three key strands of musicological inquiry into popular music histories, differentiating between those that investigate scholarly concerns, phonography, and creative practice. He makes the important point that simply listening to music of the past may not be enough to engage with it, without an understanding of the context in which it was produced. Ways in which we can understand such contexts are the focus of Chapter 6, in which Steve Waksman considers the emergence of 'the historical turn' in popular music studies, focusing specifically on examples from the US. The chapter surveys some early historical accounts of popular music, as well as notable 6 revisionist accounts that worked to reframe dominant understandings of the music industry and recording technologies, and to re-examine the significance of race and gender. These questions of who and what history focuses on are picked up again in Chapter 7, where Vaughn Schmutz discusses dynamics of cultural consecration and canon formation in popular music, examining how popular music has come to secure 'aesthetic legitimacy' (or symbolic value, as opposed to only economic value). Schmutz considers the various forces which shape the ever-shifting canon(s), from critical acclaim and peer recognition, to collectors and DIY archivists, to the influence of race, gender and transnational flows. Whether mainstream specialist publications, fanzines, or trade periodicals, music magazines offer valuable historical insights into the music industry through elements such as reviews, photographs, cartoons, interviews, advertisements, charts and polls. As such, these publications are important artefacts of popular music's past, and rich resources for the study of its history. Moving from the written word to screen, Chapter 10 offers an examination of how film and television have been used to document popular music history. Tim Wall and Nick Pillai focus on music documentaries, concert films and biopics, evaluating the representational nature of these genres, and how these genres come to take on particular structures that shape how a story can be told. However, the ability to actually include music in documentaries and television shows means unlike music writing, audio-visual histories become archives of the music as well as the stories told about it.
In the concluding chapter in this section, Antti-Ville Kärjä turns to the role of archives in popular music historiography. Chapter 11 addresses the distinctive characteristics of the music archive as a form of cultural and historical preservation, discussing the multimodality of its artefacts and the agendas and criterion (for example, 'cultural significance' and 'geographic region') which inform practices of acquisition.
Section 2: heritage
If history is a record of the past, heritage is those aspects of the past that are important in creating a sense of identity among a particular group of people, whether a nation, a city, or a neighbourhood. Heritage is, therefore, highly contested and always changing; this can be seen clearly in the way popular music has become incorporated into various heritage discourses over the last few decades. Paul Long opens the section with a discussion of the forces which 
Section 3: memory
In comparison to history, memory is often conceived of as being more ephemeral, and belonging more to the minds of individuals or the stories that are passed between them. However, the relationship between memory and history or heritage and the boundaries between them are far more complicated and difficult to define than is initially apparent.
Popular music sits in a unique position as a mass produced commodity that is widely shared but nevertheless makes indelible impressions on the lives of individuals, and which holds a powerful position in terms of memory. Michael Pickering uses this understanding of music as his starting point in the opening chapter of this section. He goes on to explore the 'mnemonic imagination', noting the relations between individual and collective memory, past and present, and forgetting and remembering. In particular, Chapter 19 points to how these processes are mediated by technological changes and commercial initiatives (such as retrotyping). Pickering provides a broad framework for considering the functions music performs in individual, collective and nostalgic memory, and via different technologies, which the following chapters go on to address in more detail.
Lauren Istvandity begins this exploration with her chapter concentrating on personal, autobiographical memory. Chapter 20 provides an overview of the ways in which connections between music, memory and affect have been studied and conceptualised in 9 psychology and the humanities, highlighting the significance of popular music to individuals' everyday experience and life course. Chapter 21 then shifts focus to mediated memory and collective memory, and how these interact. Examining (sub)cultures, places and events, Ben Green demonstrates the ways in which popular music comes to mediate memory, and vice versa, and how such processes are implicated in both personal and collective contexts.
Delving further into mediated memory, Amanda Brandellero, Marc Verboord and Susanne Janssen's contribution looks at how musical memories are shaped by age, generation, place, locality and nationality. Drawing on surveys undertaken among different age cohorts in Netherlands and the UK, Chapter 22 explores the role of music in daily life and memories of one's youth, how its consumption has changed over time alongside advancements in technology, and how music preferences are influenced by one's country or region of origin.
The final three chapters in this section consider how music can be framed as an object to be and think about that history, is important. The present, and the future, are constituted by the past, and it creates the conditions in which we act. By including consideration of current music, however, the Vault appears to also be wanting to avoid valorising past music at the expense of the present, a problem that has been examined by writers such as Reynolds (2011) . The study of popular music history and heritage is still in an emergent phase, but as the chapters compiled here attest, this is a rich body of scholarship which is set to grow exponentially in the near future, especially as more historical milestones pass for this still relatively young cultural form. Keeping in mind how the present and future feature in this scholarship, even if not always obviously, reminds us that popular music continues to grow, evolve, and present new opportunities for understanding.
